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The Professional Public Concert 
by Joseph Dyer 


Between the death of Bach in 1750 and that of Beethoven 

in 1827 vast changes took place in the vehicles of musical 
performance. Concomitant with changes in taste and style 
throughout this period, there occurred a progressive “profes- 
sionalization” of the public concert, itself a relative newcomer 
to the world of music. Previously, church and court were the 
twin supports of professional ensembles outside the opera 
house. Orchestras tended to be rather small and, apart from 
gala festivals in England, the large chorus was unknown. 
Though religious services, which particularly in Italy included 
independent instrumental music, were open to all, concerts by 
the highly proficient court orchestras were generally accessible 
to few besides the hereditary nobility. The orchestra at the 
electoral court in Mannheim enjoyed an international reputa- 
tion: visitors marveled at the perfection of its execution. 
Several noted composers belonged to the orchestra, and 
literally hundreds of symphonies were spawned from 

its ranks. 

Economic restraints and the disruptions of the 
Napoleonic wars led to the dissolution of many a court musical 
establishment. The professional court musician, never quite 
secure from such caprice, now found himself with a dimin- 
ished opportunity for future employment as a performer. The 
municipal musicians (Stadtpfeifer) found that they could not 
support themselves solely on the income from the perfor- 
mance of their official duties. Not all the musicians affected by 
these developments could find alternative employment as 
“free” artists on a level commensurate with their abilities. Most 
had to look to teaching or hope that a post in a theater 
orchestra would fall vacant. 

The scarcity of positions was due in part to the 
orchestras of middle-class amateurs which had formed in the 
late eighteenth century and continued well into the nine- 
teenth. They employed a few professionals, principally winds 
and brass. Professional string players were not always wel- 
come, since they usually required payment for their service. 
These “dilettante” orchestras (as they were called in German- 
speaking lands) were often far from what the English name 
implies. The results depended on the quality of the players; a 
dilettante was merely a person who did not earn his living from 








music. Amateurs with sufficient leisure time could become 
quite accomplished instrumentalists, and a professional or- 
chestra brought no guarantee of an adequate performance 
because rehearsal time was always insufficient by modern 
standards. 

Mozart, shortly after his arrival in Vienna, associated 
himself with Philipp Jakob Martin and his summer Dilettante 
Concerts in the Augarten. Only the bassoons, trumpets and 
drums were paid. Martin organized similar concerts during the 
winter in a municipal building known as the Mehlgrube. 
Mozart admired Martin’s business acumen and thought that 
the amateur-professional orchestra was rather good, though 
when Mozart arranged for his own “Academies” (as concerts 
were known in Vienna), he hired professional musicians from 
the Burgtheater. 

Amateur orchestras existed in many other cities and 
towns to play the orchestral music which then represented the 
leading edge of compositional developments. The Grosses 
Konzert, founded in 1743 by a group of Leipzig nobles and 
wealthy merchants, was renamed two decades later the 
Liebhaber-Concert. Berlin had its own Liebhaber (amateur) 
concerts from 1770 to 1797. The Parisian Concerts des Amateurs 
commenced in 1764 and developed into the Société de la Loge 
Olympique, for which Haydn wrote the “Paris” Symphonies. 
The success of these ventures depended on a pool of skilled 
amateurs who could be inspired by a director with strong 
musical and organizational talents. Many undertakings did not 
survive for want of stable management, sustained enthusiasm 
or seriousness of purpose. 

Dr. Charles Burney, author of a famous history of music, 
observed the limitations of such orchestras on a visit to 
Hamburg in 1775: 


At night I was carried to a concert, at the house of M. Westphal, 

an eminent and worthy music-merchant. There was a great 

deal of company; and the performers, who consisted chiefly 

of dilettanti, were very numerous. This kind of concert is usually 
more entertaining to the performers than the hearers;... in these 
meetings, more than others, anarchy is too apt to prevail, unless 


the whole be conducted by an able and respected master. 





Presumably the audience paid no fee for the privilege of 
attending this particular evening’s entertainment. It was to 
such informal semi-public gatherings that the term “concert” 
was first applied. 

The deficiencies of the Dilettante Concert as an institu- 
tion encountered ever more insistent criticism as the 
nineteenth century wore on. Audiences demonstrated less and 
less tolerance of their neighbors’ shortcomings as performers. 
Composers, beginning with Beethoven, made the kind of 
technical demands which only highly trained professionals 
could hope to master. Berlioz and Wagner delivered one 
broadside after another against shabby playing, whether 
amateur or professional. In some cases friction between unpaid 
amateurs and paid professionals in the same orchestra was a 
source of unpleasantness. Audiences were also becoming 
accustomed to the heady excitement of the virtuoso concert, 
and they expected some of the same thrill from orchestral 
music making. To attain this goal, a more exacting orchestral 
technique was required. 

All of these developments opened the way for a 
resurgence of the professional orchestral instrumentalist who 
was not a travelling virtuoso, but first a viable organizational 
model had to be found. The idea of a subscription series under 
professional management was not the self-evident solution one 
might assume today, for not every nineteenth-century city had 
the resources or social structure to develop public musical 
institutions. In London, however, the love of music and the 
entrepreneurial spirit had produced an embryonic “concert 
series” by the late seventeenth century, when John Bannister 
offered “music performed by excellent masters” every day. The 
admission price of one shilling included ale and tobacco. This 
clubbish atmosphere characterized many early concerts, both 
in England and on the continent. A monthly series at the 
home of William Caslon (1692-1766), the renowned type- 
founder, featured: 


... Corelli’s music, intermixed with the Overtures of the Old 
English and Italian operas... and the more modern ones of Mr. 
Handel. In the intervals of the performance the guests repasted 
themselves at a sideboard, which was amply furnished; and, 
when it was over, sitting down to a bottle of wine, and a 
decanter of excellent ale, of Mr. Caslon’s own brewing, they 
concluded the evening’s entertainment with a song or two of 
Purcell sung to the harpsichord, or a few catches, and about 


twelve retired. 


Music and refreshment were frequent partners in the 
early history of public performances. For outdoor music and 
recreational diversions no European institution rivalled 
London’s Vauxhall Gardens. Most of the concerts held in its 
agreeable environs were professional. 

Toward the end of the eighteenth century there was 
established in London the Professionals Concert, which found- 
ered when it opposed the Haydn-Salomon Concerts in the 
1790’s. The later London Philharmonic Society, founded in 
1813, had as its specific purpose the cultivation of a higher 
standard of performance. The Society commissioned (or so it 
thought) Beethoven’s Ninth Symphony. All of its players were 
professional, but only the wind players were paid. 

Something of a stir was created when a plan was implemented 
to fund insurance benefits for the musicians’ families 


with profits from the concerts. The amateur tradition of music 
for the sheer joy of it remained strong in England! 

Leipzig was the first city to have a professional concert 
orchestra supported by an association of leading citizens. 
Beginning in 1781, it performed in a specially outfitted room in 
the cloth merchants building (Gewandhaus). Mendelssohn, its 
most famous conductor, was appointed in 1835. After a 
number of false starts, Vienna had its first professional concert 
series in 1842, a relatively late date for a musical center of such 
importance. The Vienna Philharmonic, directed at first by Otto 
Nicolai, gave only 22 concerts during the first 18 years of its 
existence. The New World was not far behind these European 
endeavors: the New York Philharmonic was established in 
1842. It underwent one crisis after another during the re- 
mainder of the century as external support waxed and waned. 
Its players had to hold theater jobs, hence attendance at 
rehearsals suffered if a better playing commitment was at 
hand. When Henry Lee Higginson founded the Boston 
Symphony Orchestra in 1880, he bound the musicians by 
contract to forego outside engagements during the concert 
season. Only the Handel and Haydn Society could make use 
of their services when they were not needed for a concert or 
rehearsal. Before the creation of the Boston Symphony, 
residents of this city depended on the Harvard Musical 
Association orchestra of amateurs, visiting orchestras or the 
Handel and Haydn orchestra for exposure to the symphonic 
repertoire. 

With the growth of the fully professional concert 
orchestra, however imperfect, the amateur either had to retire 
to his parlor or discover another outlet for public music 
making. That outlet, choral singing, had already begun to sink 
its roots deep into middle-class musical culture. The first 
important group with a stable organization was the Berlin 
Sing-Akademie, created almost unintentionally in 1791 by Carl 
Friedrich Fasch with a group of his singing pupils. Unlike the 
Handel and Haydn Society which gravitated immediately to 
the oratorio repertoire, the Sing-Akademie cultivated a cap- 
pella choral song. Its members came from the professions, the 
mercantile class, and minor officialdom. The Sing-Akademie 
had its moments of glory in 1829 with the revival of the Saint 
Matthew Passion and in 1834-35 with the first performance of 
the B Minor Mass. It often sang for charitable purposes and 
disaster relief, as did most of the nineteenth-century choral 
societies. It has been in continuous existence since 1791, 
though in 1963 the “refounding” of the venerable institution 
was announced in East Berlin, ostensibly because “only today, 
in our workers and farmers state can the true humanistic ideals 
of the founders of the Sing-Akademie find their fulfillment’ —a 
quintessentially bourgeois institution turned proletarian! 

Choral societies along similar lines were established in 
many German cities during the first half of the nineteenth 
century. The popular choral festivals would have been impossi- 
ble without the resources they provided. The joy of singing 
united thousands throughout Europe and America in the great 
mixed choirs which selectively appropriated for themselves a 
few works from the Baroque and Classic periods (Bach's 
Passions, Handel's oratorios, and Haydn’s Creation and 
Seasons) and encouraged nineteenth century composers to 
write for their resources. Much of the latter repertoire turned 
out to be rather undistinguished, though it was prepared for 
frequent performances with the same fervor bestowed on the 


supreme masterworks. The amateur choralist sang for relaxa- 
tion and enjoyment, but also for an intimate sense of 
participation in a heady emotional experience, one which did 
not, however, require the arduous personal discipline insepara- 
ble from mastery of an orchestral instrument. A choral society 
could likewise accommodate enormous numbers of singers: 
the Handel and Haydn Society frequently performed with over 
500 members—a chorus of only 300 was a cause of alarm at 
declining interest. 

Depending on the country and the social status of the 
participants, the choral movement had other goals quite 
independent of the cultivation of musical art. Massed choirs 
had been a distinctive English tradition ever since the great 
Handel Commemorations of the late eighteenth century. Their 
overwhelming effect impressed foreign visitors and encour- 
aged the spread of choral music on the continent. Henry 
Raynor, in Music and Society Since 1815, makes a strong case 
for the relationship between choral singing, nonconformism 
and the working classes of the English factory towns. The 
Methodists fostered spiritual hymn singing as they devoted 
themselves to the moral improvement of a populace victimized 
by industrialization. Choral societies were the natural vehicles 
of both educational and moral uplift. Choral singing was 
touted as the road to virtue for the working classes: “senti- 
ments are awakened in them which makes them love their 
families and homes; their wages are not squandered in 
intemperance, and they become happier as well as better” 
(George Hogarth, father-in-law of Dickens, writing in 1835). 
Still other choral societies: Liverpool (1831), Huddersfield 
(1836), Manchester (1850) drew their support from the middle 
class, but London’s first big choir, the Sacred Harmonic Society 
(1832), had close ties with Exeter Hall, the most important 
Methodist center in the capital. 

Social aims of a similar nature determined the structure 
of the Orphéon movement in France, though its principal 
goals were educational, not religious or social. The Orphéons 
were working-class choirs spread throughout France which 
cultivated a cappella singing and administered a method to 
teach note reading. (The English tonic sol-fa system was also 
linked with educational choralism.) At the height of its 
popularity in 1860 the movement enrolled 150,000 singers in 
3,200 Orphéons. In Switzerland choral singing became a 
significant expression of social solidarity and national con- 
sciousness, as well as an intimate communion with high art. 
The publisher Hans Georg Nageli promoted the founding of 
choral societies with a zeal approaching mystical fervor: 


Where does each individual perfect his personality simul- 
taneously through the free expression of feelings and words? 
Where does he become aware, intuitively and in many different 
ways, of his human autonomy and solidarity? Where does he 
radiate love as well as imbibe it at the instant of every breath? 
Where, | ask you, but in choral singing? 


These words were written in 1809, and though they 
apply specifically to certain political and educational objectives 
pursued in conjunction with the educational theorist 
Pestalozzi, the sentiments would have been echoed by quite a 
few nineteenth-century choralists. 

German male choirs were hotbeds of a militant brand of 
nationalism in the nineteenth and early twentieth centuries. 


They raised their voices in folk song and in celebration of the 
fatherland. A particularly famous collection of music, Lyre and 
Sword (1814) set the tone for these organizations, which in 1862 
came together in the German Sangerbund. The organization 
was banned immediately after the Second World War, but 
reconstituted in 1949 and remains a respectable part of the 
German musical scene today. Nationalist sentiments were not 
necessarily royalist ones, as every European monarchy real- 
ized. In their system of organization the choral societies were 
far more democratic than the political institutions which 
surrounded them and which regulated the daily lives of their 
members. The conductor was elected by the membership, as 
were the principal officers, and important decisions depended 
on the establishment of a consensus. In most of the societies 
women held an equal footing with men. Naturally the civil 
authorities could not afford to ignore any large gatherings of 
the educated bourgeoisie. A German police report voiced the 
prevailing mood of suspicion when it noted that “the encour- 
agement of democratic tendencies lies at the root of many of 
these choral societies [Gesangvereine].” Only in England and 
America were the societies free of seditious tendencies, though 
some of the English workers’ choirs were suspected of 
dangerous leanings toward socialism. 

The Handel and Haydn Society, founded in 1815, is one 
of the oldest choral societies in the world: only a few have 
flourished for more than its 165 years. The early membership 
rolls included merchants, manufacturers, professional men 
and a few tradesmen. The latter seem to have resigned after 
short periods, either because they lacked the leisure time or 
because they were not made welcome in what must have 
seemed a closed circle. In short, it was an organization 
expressive of solid middle-class values, even later in the 
century when its 600 or more members came from all walks of 
life. (Women are included in this number, though “ladies of 
the chorus” were barred from official membership in the 
society until 1967.) Possibly due to an excess of that democratic 
spirit which was so feared by our German policeman, the by- 
laws of the Society put musical decisions in the hands of the 
elected President, who might even decide to do the conducting 
himself. The Society’s first conductor, Gottlieb Graupner, was a 
professional and an alumnus of the Salomon Concerts in 
London, but many years passed before the officers realized 
that only a competent, well-trained director could provide the 
necessary, authoritative leadership. 

Until that realization dawned, progress was slow: 
amateurism was the bane of the Handel and Haydn Society in 
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its earliest years, and the by-laws forbade any member from 
accepting compensation for musical services. In 1853 Karl 
Bergmann, a member of the touring Germania Orchestra 
which had just settled in Boston, took over the conductor's 
baton temporarily and enforced a measure of discipline in the 
chorus. A performance of Beethoven’s Ninth Symphony that 
year (the Boston premiére) was a virtual rebirth for the Society. 
Another ex-Germanian, Carl Zerrahn, succeeded Bergmann 
and continued to administer the strong tonic of discipline by 
requiring higher standards for admission to the chorus and 
regular attendance at rehearsals. Within three years the Handel 
and Haydn Society was able to mount America’s first music 
festival on the British model: Creation, Elijah, Messiah, sym- 
phonic works—and a $2,000 deficit! 

The development of permanently established symphony 
orchestras and large choral societies took place within the 
framework of the public concert before a fee-paying audience. 
Both were in different ways emblems of the new independence 
and self-confidence of the middle class, now determined to 
enjoy the cultivated pleasures which were formerly the 
perquisites of the hereditary nobility. The English managerial 
skill which first made the public concert a viable reality was 
widely imitated. Establishment of an orchestra became a 
matter of civic pride to the educated bourgeoisie with the 
financial means to support it. Private music making in the 
home flourished as never before; enormous quantities of trivia 
were churned out to meet the demands of a more affluent 
society. The piano became the instrument of preference for 
amateur instrumentalists who, a generation before, might have 
been members of a dilettant orchestra. Large amateur mixed 
choirs provided a substitute outlet for those who wished to 
appear before the public as active votaries of art. The history of 
nineteenth-century choralism amply demonstrates that there 
were vast cohorts of such. As noted above, well springs other 
than the love of music sustained, or at least added a special 
dimension to a number of European choral organizations. The 
choral society served a variety of purposes, the realization of 
which necessitated the maintenance of an amateur constituency. 


Modern taste has veered away from the “more-is-better” 
ethic of choral music; it questions whether the singing of vast 
throngs can produce a properly musical experience. While 
acknowledging that the size of the chorus depends on the 
music to be performed, a reduction in numbers with an 
increase in effectiveness is the aim of twentieth century choral 
societies. Handel and Haydn subscribers know that the Society 
has striven for and has maintained the highest standards of 
choral and orchestral performance, presenting the great mas- 
terworks according to the most exacting standards of 
authenticity and fidelity to the composer. The Handel and 
Haydn Orchestra numbers among its personnel the best 
professional musicians in the area; vocal soloists of national 
reputation are engaged. The Artistic Director and the officers 
of the Society have determined this year to carry this practice 
to its logical conclusion: the inauguration of a fully profes- 
sional, paid chorus of the best singers in the metropolitan 
area. The special circumstances which make the Handel and 
Haydn Society America’s premier choral institution, its location 
in a major cultural center and its responsibility to its audience 
induced the Board of Governors to approve this step, making 
the Society unique in yet another way. Just as the amateur 
orchestra finally yielded for good reason to the professional 


ensemble, the amateur chorus in a few situations should yield 
to the professional chorus. 

The response to this year’s subscription drive for both 
the choral and instrumental series exceeded all expectations. 
Henceforth new demands and a far greater commitment of 
time will be required of the chorus, many of whom are already ; 
professional singers by training and experience. Fairness alone | 
calls for recognition of this fact in a tangible way. The | 
requirements of musicianship in a chorus like the Handel and 
Haydn are more exacting than they are for an opera chorus, all 
of whose members are paid for their services. If the Society 
wishes to continue attracting exceptionally qualified singers in ; 
a region where there is such extensive (friendly) competition — 
for them among choral societies, it must offer appropriate 
reimbursement. By so doing, the Society can encourage the 
development of younger talent by helping to underwrite the 
cost of vocal instruction, to the benefit of both the individual _ 
and the Society. | 
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Edith Sitwell FACADE 2: A FURTHER ENTERTAINMENT 








William Walton 
Jon Humphrey 1. Came the Great Popinjay 2. Aubade 

Reciter : 
Came the great Popinjay Jane, Jane, 
Smelling his nosegay: Tall as a crane, 
In cages like grots The morning light creaks down again; 
The bird tt 
Lene ne rans a Comb your cockscomb-ragged hair, 
Herodiade’s flea d ape 
Naeamediorecue manda Jane, Jane, come down the stair. 
She danced like a lady Each dull blunt wooden stalactite 
From here to Uganda. Of rain creaks, hardened by the light, 





Oh, what a dance was there! 
Long-haired, the candle 
Salome-like tossed her hair 


Sounding like an overtone 
From some lonely world unknown. 


To a dance tune by Handel.’... But the creaking empty light 
Dance they still? Then came Will never harden into sight, 
Courtier Death, 

Blew out the candle flame Will never penetrate your brain 
With civet breath With overtones like the blunt rain. 


The light would show (if it could harden) 
Eternities of kitchen garden, 


3} 3} 3} 3} 3} 3} Cockscomb flowers that none will pluck, 
And wooden flowers that ‘gin to cluck. 


In the kitchen you must light 


Reprinted from the “Collected Poems of Edith Sitwell” by permission of 
Flames as staring, red and white, 


the publisher, Vanguard Press, Inc. Copyright © 1968 by Vanguard Press, Inc. 


Copyright © 1949, 1953, 1954, 1959, 1962, 1963 by Dame Edith Sitwell. As carrots or as turnips, shining 


Where the cold dawn light lies whining. 
Cockscomb hair on the cold wind 


Hangs limp, turns the milk’s weak mind.... 


Tall as a crane, 
The morning light creaks down again! 
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5. The Octogenarian 


The octogenarian 

Leaned from his window, 
To the valerian 

Growing below 

Said, ‘My nightcap 





Is only the gap 

an In iho ReREI thorn 
Ratatantan, ratatantan, ratatantan: Where the mild unicorn 
The marshal’s harrier With the little Infanta 
Bites and fights Danced the lavolta 
The water carrier. (Clapping hands: molto 
Mossed as a druid, Lent’ eleganta).’ 
Under the wall The man with the lanthorn 
Thin waters fall Peers high and low; 
And turn into fluid No more 
Petals of tulips, and hard regalias Than a snore 
Of lilies and dahlias. As he walks to and fro.... 
Then, as they brawl, Il Dottore the stoic 
Jupiter leaned from his vast snow cage, Culls silver herb 
Cuffed the marshal’s harrier— Beneath the superb 
Still in a rage he bites and fights Vast moon azoic. 


The wall grown mouldier, 
Where stiff as a soldier 
Stands the breeze, 

Like a handy andy, 

And words they bandy 
Under the dandy 
Dinmont trees. 





4. Madam Mouse Trots 
Dame Souris trotte gris dans le noir. VERLAINE 


Madam Mouse trots, 
Gray in the black night! 
Madam Mouse trots: 
Furred is the light. 

The elephant-trunks 
Trumpet from the sea.... 
Gray in the black night 
The mouse trots free. 
Hoarse as a dog’s bark 
The heavy leaves are furled.... 
The cat’s in his cradle, 
All's well with the world! 








6. Gardener Janus Catches a Naiad 


Baskets of ripe fruit in air 
The bird-songs seem, suspended where 


Between the hairy leaves trills dew, 
All tasting of fresh green anew. 


Ma’am, I’ve heard your laughter flare 
Through your waspish-gilded hair: 


Feathered masks, 
Pots of peas, 

Janus asks 

Naught of these. 
Creaking water 
Brightly stripéd, 
Now, I’ve caught her- 
Shrieking biped. 
Flute sounds jump 
And turn together, 
Changing clumps 
Of glassy feather. 
In among the 

Pots of peas 

Naiad changes— 
Quick as these. 


7. Water Party 


Rose Castles 

Those bustles 

Beneath parasols seen! 
Fat blondine pearls 
Rondine curls 

Seem. Bannerols sheen 
The brave tartan 
Waves’ Spartan 

Domes (Crystal Palaces) 
Where like fallacies 

Die the calices 

Of the water-flowers green. 
Said the Dean 

To the Queen, 

On the tartan wave seen: 
‘Each chilly 

White lily 

Has her own crinoline, 
And the seraphs recline 
On divans divine 

In a smooth seventh heaven of polished pitch-pine.’ 
Castellated, 

Related 

To castles the waves lean 

Balmoral-like; 

They quarrel, strike 

(As round as a rondine) 

With sharp towers 

The water-flowers 

And, floating between, 

Each chatelaine 

In the battle slain— 

Laid low by the Ondine. 


. Said King Pompey 


Said King Pompey the emperor’s ape, 
Shuddering black in his temporal cape 

Of dust, ‘The dust is everything- 

The heart to love and the voice to sing, 
Indianapolis 

And the Acropolis, 

Also the hairy sky that we 

Take for a coverlet comfortably.’ 

Said the Bishop, ‘The world is flat... . 

But the see-saw Crowd sent the emperor down 
To the howling dust—and up went the Clown 


With his face that is filched from the new young Dead.... 


And the Tyrant’s ghost and the Low-Man-Flea 
Are emperor-brothers, throw shades that are red 
From the tide of blood (Red Sea, Dead Sea), 

And Attila’s voice or the hum of a gnat 

Can usher in Eternity.’ 


Arthur Honegger 


1. Introduction 
Orchestra 


Hugues Cuenod 
Narrator 
I Sam. 15:35; 16:1—4,11 


2. Song of David 
Betty Allen 

Alto 

Psalm 23:1-4 


Narrator 
I Sam. 16:12—13 


3. Psalm of David 
Chorus 
II Sam. 22:48—51 


Narrator 
I Sam. 17:2,4,49;18:1,6—7 


4. Song of Victory 
Chorus 
I Sam. 18:7 


5. Procession 
Orchestra 


Narrator 
I Sam. 18:20,10-—12 





LE ROT DAVID 


PART I 


At that time the Lord spake to his people Israel through the prophets. The 

Lord repented of having made Saul king over Israel. The Lord said to Samuel, 
‘Fill your horn with oil and take it with you; Iam sending you to Jesse 

of Bethlehem; for I have chosen myself a king among his sons." And Samuel did 
as the Lord had told him, and went to Bethlehem. Seven of his sons Jesse 
presented to Samuel, but he said, ‘The Lord has not chosen any of these.’ Then 
Samuel asked ‘Are these all?’ Jesse answered, ‘There is still the youngest, but 
he is looking after the sheep.’ 


The Lord is my shepherd, I shall not want; 
He maketh me to lie down in green pastures. 
He leadeth me beside the still waters; 

He restoreth my soul. 


And Samuel took the horn of oil and anointed him in the presence of his 
brothers. He was handsome, with ruddy cheeks and bright eyes. Then the spirit 
of the Lord came upon David and was with him from that day onwards. 


Praised be the Lord of Glory, 

The living Lord, the author of my victory. 
By whom I see my wrongs avenged, 
Through whom my people are set in order. 
When the mighty rose up against me, 

Thy mighty hand sustained me, 

The plots of the proud thou hast foiled, 
These that were hidden in their breast. 


Saul and the Israelites had amassed their forces against the Philistines and 
camped in the Vale of Elah. A champion came out of the Philistine camp 

over nine feet in height, and shouted to the ranks of Israel, ‘Here and now I defy 
the ranks of Israel.’ When the Philistine began moving towards him again, David 
ran quickly to engage him. And David proved the victor with his sling and 

stone; he struck Goliath down and gave him a mortal wound. And Jonathan and 
David made a solemn compact because each loved the other as dearly as himself. 
At the home-coming of the army, the women and the dancers came out to meet 
King Saul with tambourines, singing and dancing. And as they made merry 

they sang to one another: 


Saul made havoc among thousands 
but David among tens of thousands. 


Next day an evil spirit from God seized upon Saul; he fell into a frenzy in the 
house, and David played the harp to him as he had before. Saul had his spear in 
his hand, and he hurled it at David, meaning to pin him to the wall. 


6. Psalm of David 
Jon Humphrey 
Tenor 

Psalm 11:1—2 


Narrator 
I Sam. 19:18;20:42 


7. Psalm of David 
Doralene Davis 
Soprano 

Psalm 55:6—9,17 


Narrator 
I Sam. 19:20 


8. Song of the Prophets 
Chorus 
Job 14:1-2 


Narrator 


9. Psalm of David 
Tenor 
esalit 57 1,7,8,11 


Narrator 
I Sam. 26:5-12 


10. Saul’s Camp 
Orchestra 


Narrator 
oui 2o uo 


11. Psalm of David 
Chorus 
Psalm 27:1—3 


In the Lord put I my trust; how say ye then to my soul, that she should flee 
as a bird unto the hill? 

For lo, the ungodly bend their bow, and make ready their arrows within the 
quiver, that they may privily shoot at them which are true of heart. 


David made good his escape and came to Samuel at Ramah. 
And his spirit withered in the desert air. 


O that I had wings like a dove! for then would I flee away, and be at rest. 

Lo, then would I get me away far off, and remain in the wilderness. 

I will call upon God, and the Lord shall save me. 

In the evening and morning, and at noon-day will I pray, and that instantly; 
and he shall hear my voice. 


Saul was told that David was at Naioth in Ramah, and he sent a party of men to 
seize him. When they saw the company of prophets in rapture, with Samuel 
standing at their head, the spirit of God came upon them and they fell into a 
prophetic rapture. 


Man born of woman is short-lived and full of disquiet. 
He blossoms like a flower and then he withers; 
he slips away like a shadow and does not stay. 


David went up and lived in the fastness of En-gedi in want and distress. 


Be merciful unto me, O God, be merciful unto me; for my soul trusteth in 
thee; and under the shadow of thy wings shall be my refuge, until this 
tyranny be overpast. 

My heart is fixed, O God, my heart is fixed; I will sing and give praise. 

Awake up, my glory; awake, lute and harp; I myself will awake right early. 


His men said to David, ‘The day has come: the Lord has put your enemy into 
your power today, Saul lying asleep within the lines with his spear thrust into 
the ground by his head.’ So David took the spear and the water-jar from beside 
Saul’s head and they went. The whole camp was asleep; no one saw him, no one 
knew anything, no one even woke up. A heavy sleep sent by the Lord had 

fallen on them. 


So David went on his way; and Saul returned home. The Philistines mustered 
their army for an attack on Israel. David thought, ‘One of these days I shall be 
killed by Saul. The best thing for me to do will be to escape into Philistine 
territory.’ The people of Israel called upon the name of the Lord in vain. 


The Lord is my light and my salvation; whom then shall I fear? the Lord is 
the strength of my life; of whom then shall I be afraid? 

When the wicked, even mine enemies and my foes, came upon me to eat 
up my flesh, they stumbled and fell. 

Though an host of men were laid against me, yet shall my heart not be 
afraid; and though there rose up war against me, yet will I put my 
trust in him. 


Narrator 
I Sam. 28:4-15 


12. Incantation of the 
Witch of En-dor 
Betty Allen 


Narrator 


13. March of the Philistines 
Orchestra 


Narrator 
II Sam. 1:10,11 


14. The Lament of Gilboa 
Soprano, Alto, Narrator, 
Female Chorus and Orch. 
II Sam. 1:19—27 


The Philistines mustered and encamped at Shunem, and Saul gathered all the 
Israelites and encamped on Gilboa; and when Saul saw the Philistine force, fear 
struck him to the heart. He inquired of the Lord, but the Lord did not answer 
him, whether by dreams or by Urim or by prophets. So he said to his servants, 
‘Find me a woman who has a familiar spirit, and I will go and inquire through 
her.’ His servants told him that there was such a woman at En-dor. Saul put on 
different clothes and went in disguise with two of his men. He came to the 
woman by night and said, ‘Tell me my fortunes by consulting the dead, and call 
up the man I name to you.’ The woman asked whom she should call up, and 
Saul answered, ‘Samuel.’ When the woman saw Samuel appear, she shrieked 
and said to Saul, ‘Why have you deceived me? You are Saul!’ and Samuel said 
to Saul, ‘Why have you disturbed me and brought me up? The Lord will let 
your people Israel fall into the hands of the Philistines, and what 1s more, 
tomorrow you and your sons shall be with me.’ 


The Philistines fought a battle against Israel and the men of Israel were routed, 
leaving their dead on Mount Gilboa. The battle went hard for Saul, and that 

day, Saul, his three sons, and his armour-bearer as well as his men died 

together. And all the Israelites fled, abandoning their cities and the Philistines 
went in and occupied them. 


On the third day after Saul’s death a man came into David's presence with his 
clothes rent and dust on his head. And David said to him, ‘What news? Tell 
me.’ ‘The Army has been driven from the field,’ he answered, ‘and many have 
fallen in battle. Saul and Jonathan his son are dead.’ 


David made this lament over Saul and Jonathan his son: 
O prince of Israel, laid low in death! How are the men of war fallen! 


Tell it not in Gath, 
proclaim it not in the streets of Ashkelon lest the Philistine women rejoice. 


Hills of Gilboa, let no dew or rain fall on you, no showers on the uplands! 

For there the shields of the warriors lie tarnished, and the shield of Saul, no 
longer bright with oil. 

The bow of Jonathan never held back from the breast of the foeman, from 
the blood of the slain; 

the sword of Saul never returned empty to the scabbard. 


Delightful and dearly loved were Saul and Jonathan; in life, in death, they 
were not parted. 
They were swifter than eagles, stronger than lions. 


Weep for Saul, O daughters of Israel! who clothed you in scarlet and rich 
embroideries, who spangles your dress with jewels of gold. 


How are the men of war fallen, fallen on the field! O Jonathan, laid low 

in death! 
I grieve for you, Jonathan my brother; dear and delightful you were to me; 
your love for me was wonderful, surpassing the love of women. 


Fallen, fallen are the men of war; and their armour left on the field. 


Intermission 


15. Festal Song 
Narrator and 
Women’s Chorus 
II Sam. 5:1-3 


16. The Dance before the Ark 
Narrator 
II Sam. 6:13-19 


Song of the Daughters, 
Priests, Soldiers, 

and Maidens 

Chorus 


The Angel 
Soprano 


PART II 


Jerusalem, Jerusalem: All the elders of Israel came to the king at Hebron there 
David made a covenant with them before the Lord, and they anointed David 
king over Israel. 


And David summoned the picked men of Israel, thirty thousand in all and went 
with the whole army to Baalath-judah to fetch the Ark of God which bears the 
name of the Lord of Hosts, who is enthroned upon the cherubim. 


David and all Israel danced for joy before the Lord without restraint to the sound 
of singing, of harps and lutes, of tambourines and castanets and cymbals. 

David, wearing a linen loin-cloth danced without restraint before the Lord. He 
and all the Israelites brought up the Ark of the Lord with shouting and blowing 
of trumpets, leaping and capering. He blessed the people in the name of the Lord 
of Hosts and gave food to all the people. 


Lift up your heads, O ye gates; and be ye lift up, ye everlasting doors; and the 
King of glory shall come in. 


Lord of Hosts, be with us. 
O splendour of the sun and radiance of the moon, 
Lord of Hosts, come to us. 


Open ye the gates, that the righteous nation which keepeth the truth may 
enter in. 


Let God arise, and let his enemies be scattered; let them also that hate him 
flee before him. 

Like as the smoke vanisheth, so shalt thou drive them away; and like as 
wax melteth at the fire, so let the ungodly perish at the presence of God. 


Sing we merrily unto God our strength; make a cheerful noise unto the God 
of Jacob. 

Take the psalm, bring hither the tabret, the merry harp and the lute. 

Blow up the trumpet in the new moon. 

Show yourselves joyful unto the Lord; sing, rejoice, and give thanks. 

Let the sea make a noise, and all that therein is, the round world, and they 
that dwell therein. 

Let the floods clap their hands, and let the hills be joyful together 
before the Lord. 


Lord of Hosts, be with us. 
Lord of Hosts, come to us. 


This is the word of the Lord of Hosts: I will make you a great name among 
the great ones of the earth. When your life ends and you rest with your 
forefathers, I will set up one of your children to succeed you and I will 
establish his kingdom. Your family shall be established and your kingdom 
shall stand for all time in my sight, and your throne shall be established 
for ever. 


Alleluia, alleluia. 


17. Canticle 
Chorus 


Narrator 
II Sam. 11:2 


18. Song of the Handmaid 


Alto 
Song of Songs 7:11-13 


Narrator 
II Sam. 11:4,15;12:14-19 


19, Penitential Psalm 
Chorus 
Psalm 51:1,2 


Narrator 
II Sam. 12 


20. Penitential Psalm 
Chorus 
Psalm 51:5—6 


PART Ill 


A song bursts from my heart: 

My labor is for the king. 

Let my tongue sing and prophesy 
like a reed in the fingers of a scribe. 


Thee, noblest son of man, 

whose lips and whose song 

bring grace well-known, 

God will daily bless and will establish thy throne. 


The care of thy sons shall be to the Father. 
Thy name shall be sung forever. 

They shall all be kings of the earth 

And all who come shall call thee master. 


And the Lord blessed David at the pinnacle of his power. One evening David got 
up from his couch and, as he walked about on the roof of the palace, he saw from 
there a woman bathing, and she was very beautiful. He sent to inquire who she 
was, and the answer came, ‘It must be Bathsheba, wife of Uriah the Hittite.’ 


Come, my beloved, let us go out into the fields to lie among the 
henna-bushes; let us go early to the vineyards and see if the vine has 
budded or its blossom opened, if the pomegranates are in flower. 

There will I give you my love, when the mandrakes give their perfume. 


So David sent messengers to fetch her, and when she came to him, he had 
intercourse with her. And he wrote in a letter, ‘Put Uriah opposite the enemy 
where the fighting is fiercest and then fall back, and leave him to meet his death.’ 
And Uriah was killed. And Uriah’s wife bore David a son. But what David had 
done was wrong in the eyes of the Lord, and the Lord struck the boy and he was 
very ill. On the seventh day the boy died. And David entered the house of the 
Lord and prostrated himself there. 


Have mercy upon me, O God, atter thy great goodness; according to the 
multitude of thy mercies do away mine offences. 
Wash me throughly from my wickedness, and cleanse me from my sin. 


The Lord sent Nathan the prophet to David to reprove him of his sin. 


Behold, I was shapen in wickedness, and in sin hath my mother 
conceived me. 

Against thee only have I sinned; and done this evil in thy sight; 

But lo, thou requirest truth in the inward parts, and shalt make me to 
understand wisdom secretly. 

Have mercy upon me, O God, and cleanse me from my sin. 


Narrator 
ivSante 1s 


21. Psalm of David 
Tenor 
Psalm 121:1-4 


Narrator 
II Sam. 18 


22. A Song of the 
Forest of Ephraim 
Soprano and Chorus 


Narrator 
II Sam. 18:33 


23. March of the Hebrews 
Orchestra 


Narrator 
II Sam. 19:12 


24. Psalm of David 
Chorus 

Psalm 18:1—4,16 

I Sam. 21:2-7 


Narrator 
Kings 1:1 
eS 2422, 1S 


The chastisement of the Lord was upon the adulterous house. A brother raped 
his sister and a brother killed his brother. And Absalom, the most beloved son 
rebelled against the king. And David fled the city into the wilderness. 


I will lift up mine eyes unto the hills; from whence cometh my help? 
My help cometh even from the Lord, who hath made heaven and earth. 
He will not suffer thy foot to be moved; and he that keepeth thee 

will not sleep. 


David mustered the people, and divided the army in three, one division under 
the command of Joab. And the king gave orders to Joab: ‘Deal gently with the 
young man Absalom for my sake. But ten young men who were Joab’s 
armour-bearers closed in on Absalom and killed him. The king was deeply moved 
and went up to the roof-chamber over the gate and wept, crying out as he went, 
‘O my son! Absalom my son! If only I had died instead of thee!’ 


Ephraim, forest for crows, your fruit, blood-red, is picked from your trees 
for the price of a kiss. 


The king wept and mourned for Absalom; and that day victory was turned to 
mourning for the whole army. 


And David made a gesture to his army and said ‘You are my brothers, my flesh 
and blood. You have established peace in Israel.’ 


These are the words of the song David sang to the Lord on the day when the 
Lord delivered him from the power of all his enemies: 


The Lord is my rock and my fortress, and my deliverer; 

The God of my rock, in him will I trust: he is my shield, and the horn of my 
salvation, my high tower, and my refuge, my saviour; thou savest me 
from violence. 

I will call on the Lord, who is worthy to be praised: so shall I be saved from 
mine enemies. 

When waves of death compassed me, the floods of ungodly men 
made me afraid; 

The sorrows of hell compassed me about; the snares of death prevented me; 

In my distress I called upon the Lord: and he did hear my voice 
out of his temple. 


King David was now a very old man and full of glory in his palace of cedar and 
gold. And, lured by pride, he said to Joab, ‘Go through all the tribes of Israel, 
from Dan to Beer-sheba, and make a record of the people and report the number 
to me.’ Because of David's pride three days of pestilence were prophesied. And 
the angel of death stretched out his arms towards Jerusalem to destroy it. 


25. Psalm of David 
Chorus 
Psalm 18:6,7,8 


Narrator 
I Kings 1 


26. The Crowning of Solomon 
Narrator and Orchestra 
I Kings 1:39 


27. The Death of David 


Narrator 
II Sam. 23:2-—4 


The Angel 
Soprano 


Chorus of Angels 


In my trouble I called upon the Lord, and complained unto my God. 

So he heard my voice out of his holy temple, and my complaint came before 
him; it entered even into his ears. 

The earth trembled and quaked, the very foundations also of the hills 
shook, and were removed, because he was wroth. 


And having promised God to build a magnificent temple, David saw the 
realization of his glorious youthful dreams, and of his life’s endeavours. 
He proclaimed Solomon, his son by Bath-sheba, king of Israel. And while 
Solomon was crowned, he went up to see the temple for the last time. 


And Zadok the priest and Nathan the prophet anointed Solomon king. And all 
the people rejoiced and said, ‘Long live the King! May the King live forever.’ 


The spirit of the Lord has spoken through me, 
‘He that rules men in justice 

who rules in the fear of God 

is like the light of morning at sunrise, 

a morning that is cloudless after rain.’ 


The Lord saith unto thee: 

A day shall dawn 

and a flower shall blossom 
from thy verdant staff. 

And the perfume thereof 

shall fill the nations of the earth 
with the breath of life. 


« 





Alleluia, alleluia! 


meeo tt es 
by Joseph Dyer 


William Walton Facade 2 


Facade is one of those works which must remain unique. 
Imitation of its clever format cannot be conceived—not that 
anyone wanted to imitate it after the hostile reaction to the 
1923 premiére. Private performances earlier before polite, if 
somewhat befuddled, society had not prepared the poetess, 
Edith Sitwell, or the composer William Walton, for the hissing 
and other marks of disapproval which greeted their brainchild. 
Feelings ran so high that friends advised Miss Sitwell not to 
venture from behind the curtain until the crowd had 
dispersed. 

On that memorable evening the audience had been 
treated to an “Entertainment” of poems rhythmically 
declaimed to a musical accompaniment which supported and 
highlighted the rhythm of the text. In the interest of 
“depersonalizing” the poetry and music the performers were 
concealed behind a curtain with a huge mask painted on it. 
Inserted in the mouth of the mask was a kind of megaphone 
which in those pre-microphone days enabled the reciter to 
achieve dynamic parity with the instruments. The 
“Sengerphone,” as it was called, had been invented by a 
gentleman who sang the role of one of the giants in Wagner’s 
Ring. It was made of a special fiber and covered the nose and 
mouth of the speaker, thereby capturing resonance normally 
lost in an ordinary megaphone. 

Edith Sitwell (1887-1964), who wrote the verses “for 
which nobody else is to blame,” possessed an aristocratic 
temperament and indomitable spirit of determination that 
ignored opposition like that voiced at the Facade premiére. Her 
virtuosic command of language was the initial stimulus for 
Facade. She explained that “the technical experiments in these 
poems consist, for the most part, of enquiries into the effect on 
rhythm and on speed of the use of rhymes, assonances, and 
dissonances placed not only at the end of lines, but at the 
beginning, and in different and most elaborate patterns 
throughout the verse, and, too, there are enquiries into the 
effect on speed of equivalent syllables: [e.g., the difference 
between a word of three syllables, scan-da-lous, and three 
monosyllables, gets down from].” 

Edith’s experiments were eventually channeled into a 
collaborative effort with her brothers’ friend, William Walton. 
The flair and brilliance of Facade was a departure from the style 
of his first chamber compositions. Its rhythmic vitality, playful 
exhilaration and irreverent wit mixed at times with a touch of 
melancholy hardly gave a hint that Walton would eventually 
become a member of the British musical Establishment. He has 
not been a prolific composer but has written at least one work 
in all the major genres. 





Walton’s music for Facade was an amazing display of 
technical virtuosity for a 20-year-old composer. It was not easy 
to play, either. Osbert Sitwell, in his autobiographical Laughter 
in the Next Room, recalls the ire of the instrumentalists 
rehearsing this difficult work in a cold drawing room. Liberal 
doses of sloe gin and Walton’s masterly grasp of the effects he 
wanted finally won them over. Osbert recalled his first 
impressions “of breaths of a world of felicity forfeited, of a 
tender melancholy, and in some numbers, of the jauntiest, 
most inexplicable gaiety.” The name of the work memorializes 
a negative assessment of Edith’s talent by an unnamed painter. 
“Very clever, no doubt,” he said, “but what is she but a 
facade?” 

Walton set a total of 40 of Edith Sitwell’s poems for 
performance at various incarnations of Facade over the years. 
Not until 1951 did he establish a fixed order of twenty-one 
pieces, the work as it has become generally known through 
concerts and recordings. When Walton turned seventy-five in 
1977, a concert of eight unpublished settings was arranged 
under the title Facade Revisited. The composer subsequently 
revised the revision and allowed a set of eight to be published 
as Facade 2. This supplement to Facade sparkles with the same 
deliciously witty and virtuosic partnership between 
instrumentalists and reciter. Sitwell’s poems have a vital energy 
which makes them fairly leap off the page. Walton abets this 
tendency and underlines their rhythmic richness with humor 
and elegant refinement. gy 











banking Lavo. 


Suffolk Franklin 
Savings Bank 


45 Franklin St., Boston, MA 02110 
Tel. (617) 482-7530 


A Mutual Savings Bank Member FDIC DIFM 
Equal Opportunity Lender 





Nevo St eres 
by Joseph Dyer 








Arthur Honegger Le Roi David 


The premieére of Le Roi David took place on June 11, 1921 at the 
Théatre du Jorat located in a village (Méziéres) near Lausanne. 
The outdoor theater had been founded in 1903 by René and 
Jean Morax for the presentation of both old and new dramatic 
works. The war had interrupted the programs but they 
recommenced in 1921. For this important season René Morax 
had written a biblical drama and was seeking a musical 
collaborator when Ernest Ansermet recommended the yet 
comparatively unknown Arthur Honegger (1882-1955). The 
score had to be written in two months’ time and delivered 
piecemeal for the choral rehearsals. Not the least of the 
composer's concerns was the unconventional vocal and 
instrumental force available to him at the theater: an amateur 
chorus of 100 voices and a small ensemble of winds, keyboard 
instruments and percussion. Igor Stravinsky, who had some 
experience in writing for unusual combinations, offered little 
consolation by advising him to compose as if he wanted this 
disposition. 

As originally conceived, Le Roi David was a spectacle of 
considerable length and Honegger’s most ambitious score to 
date. The action was presented in a series of tableaux and, 
according to Pierre Meylan (René Morax et Arthur Honegger au 
Théatre du Jorat), Morax drew some of his ideas from cinematic 
techniques. The production was widely discussed in the press 
but found wanting on several counts. Most of the actors were 
amateurs and not too proficient at that. To play the soldiers of 
the opposing camps Morax secured the services of two student 
societies. Whether he knew it or not, the two groups held 
opposing political views—we may be sure that the battle 
scenes were the most convincing elements in the production. 

Honegger’s music was a great popular success, and it 
received favorable critical comment. The original scoring will 
be heard this evening: it calls for ten winds, string bass, 
percussion, celesta, piano and harmonium. Honegger often 
contrasts the woodwind group with the brass, allowing one or 
the other to predominate for an entire number or section 
thereof. With such a small ensemble every instrument is made 
to count. The rather inflexible tone of the winds scoring 
accentuates the monumental aspects of the tale, while suiting 
its tender moments as well. It preserves what one critic called 
the “rough, archaic picturesqueness” of Honegger’s initial 
conception. 

When the possibility of a Parisian performance (1923) 
arose, Honegger was urged to recast the work in a new concert 
version as an oratorio or “symphonic psalm” (as the title page 


now reads). Morax had to eliminate all dialogue, except that 
incorporated in the music, and suppress several episodes in 
the original play. A narrator (whose part is spoken and not 
sung to the recitative traditional in oratorio) links the episodes 
together. 

The revision drastically altered the character of the 
work. The exotic, eastern atmosphere is still preserved in the 
music, but only the text of the Song of the Handmaid (No. 18) 
remains to represent the colorful images with which Morax 
dotted the play. The voluptuous language of the dialogue 
between David and Michal, his wife, was dropped entirely. As 
David enters her tent, he says: “O beloved, O cool lip to my 
burning lips. You will remain my spring in the desert, water 
from the brook after a battle, the moonlight above the great 
cedars.” In equally poetic terms Michal replies: “For the last 
time, my beloved I have taken off my robe and washed my 
body; I have unloosed my hair perfumed with spices. For the 
first time sorrow has poured poison into the cup which our 
lips share.” Also omitted were the episodes depicting David’s 
attraction to Abigail and Michal’s coldness because of David’s 
infidelity. Thus purged, a more “religious” work, one more 
readily acceptable as a sacred oratorio, evolved. 

Honegger pledged himself to “speak to the great public 
without concessions, but also without obscurity.” The 
continued survival of David in the repertoire of choral societies 
indicates that he has achieved a measure of success. The 
acceptance of David by audiences unaccustomed to the 
astringent sounds of twentieth-century music seems to prove a 
point Honegger made to his composition students: “if your 
melodic or rhythmic design is precise and clear and commands 
the attention of the ear, the accompanying dissonance will 
never frighten the listener.” 

The motifs of Oriental sensualism, pastoral tranquility 
and martial spirit which are to dominate the oratorio make 
their appearance at the very beginning. The Song of David 
(No. 2) is an excellent example of a procedure alluded to above: 
a diatonic vocal line is set against a constantly moving 
chromatic accompaniment. Save for an unusual modulation, 
the first “psalm” (there are five “psalms” each in parts one and 
three) could have been transplanted from the time of Bach and 
Handel. The vigorous stepwise treatment of the bass is as 
characteristic of baroque style as the long sustained basses and 
repeated bass patterns of Honegger’s own style. 

Even in self-contained miniatures like No. 6 Honegger 
still finds room for picturesque details: the piccolo flourish 
suggesting the javelin hurled at David by Saul. Particularly 
touching is David’s lament in exile, “O had I wings like a dove” 
(No. 7), a model of declamation and flexible underscoring of 
the text. This mood of suppliant entreaty changes to a 
triumphant hymn of praise (latter half of No. 9). Then trumpet 
calls, far and near, shift the scene to Saul’s camp (No. 10) and 


the dramatic cries of the Israelites. In desperation the 
embattled king seeks the aid of the witch of Endor to bring 
back the shade of Samuel. The witch’s incantation (No. 12) is a 
melodrama—the spoken word accompanied throughout by 
winding chromatic lines, short motives and the constant roll 
on the gong, building to a frenzied conclusion as the dead 
prophet Samuel appears. 

The battle between Israelites and Philistines is 
represented only by the grotesque march of the latter (No. 13) 
and the ensuing extended lament imitating the monotonous 
wailing of Oriental women mourning the slain. The varieties of 
rhythm in the vocal lines are intended to approximate the 
flexible rhythm of eastern melodies. 

Part Two contains the most extensively developed 
segment of the oratorio: The Dance before the Ark (No. 16). It 
can be divided into six large sections: (1) the shepherd's 
offerings; (2) invocation to Jehovah culminating in the sostenuto 
harmonies of “Viens a nous’; (3) a quieter interlude; (4) the 
return of the invocation at a still faster tempo; (5) the angelic 
prophecy that David’s son will build the temple; (6) the 
exultant Alleluias which prolong this calmer mood. Various 
groupings of repeated-note patterns unify the epic panorama. 

A certain parallelism of design asserts itself at the 
beginning of parts one and three. The languorous Song of the 
Handmaid (No. 18; all that remains of the Bathsheba episode) is 
juxtaposed with the static harmony and cross-rhythm of voices 
and instruments in the Psalm of Penitence (No. 19). The latter 
is recalled at the end of No. 20. The confident spirit of “Oh, 
shall I raise my eyes” (No. 21) harks back to No. 6, but is 
followed by a macabre song about the “fruit, fiery as blood” 
(the head of Absalom) which hung in the forest of Ephraim. 
Life has tempered the youthful exuberance of David; his 
beautiful song of trust, “Thee will I love, O Lord” (No. 24; 
words of this and No. 2 after Clément Marot), culminates in no 
triumphant outburst. The purely instrumental Crowning of 
Solomon would have had more meaning in the pageantry of 
the staged version. It leads directly into the final tableau, the 
Death of David, with its wonderful contrapuntal combinations. 
The rapturous Alleluias float above the angels’ messianic 
prophecy subsequently taken up by the basses. gy 
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What is the Handel & Haydn Society? 


The Handel & Haydn Society is America’s oldest active 
performing organization, leading Boston's musical life for over 
a century and a half. Founded in 1815, the Society seeks to 
advance the performance, study, composition and enjoyment 
of music, both choral and orchestral. 


This is done through a program of subscription and low-cost 
public concerts, recording, publishing, and other media pro- 
jects, all designed to make music accessible to as broad a 
segment of the public audience as possible. 


“What this year’s Handel & Haydn Society perfor- 
mance of Messiah has ts just incredible choral 
singing, the finest I have ever heard in the work (or 
any like it) and even the finest I can at this moment 
imagine.” 


Michael Steinberg (The Boston Globe) 








Advertisement for a visit to New York in 1870. 








BEETHOVEN 


CENTENNIAL. 
GRAND MUSICAL JUBILEE 


SEVENTHCONCERT 
Grand Cratorio Night! 


Thursday Evening, June 16, 
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BLIJAH 
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NETTIE STERLING, 
Mr. WILLIAM CASTLE 
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Grand Orchestra! 
Colisseum neat 
CONDUCTOR, GARL ZERRAHN 


Organist, J. C. D. Parker. 
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MADAME PAREPA-ROSA. | 
With Trumpet Obligate, by MR, A. M. ARBUCKLE. 


CONDUCTOR....... yen erers aha eleaecaee CARL ROSA 
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Signor Biltpet 
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Why is H&H one of Boston’s “most 
treasured cultural institutions?” 


For 166 years, superlative performances of the great choral 
works and the annual Christmas performances of Handel's 
Messiah have formed the solid cornerstone of the Society's 
reputation, a foundation upon which it continues to grow, 
exciting new audiences and spreading the appreciation of 
music throughout the country through recordings, coast-to- 
coast broadcasts, and publications. 


H&H has introduced to American 
audiences such masterpieces as: 


Handel's Messiah in 1815 

Haydn’s Creation in 1819 

Verdi's Requiem in 1878 

Bach’s St. Matthew Passion in 1879 


It has also performed more 
contemporary works such as: 


Honegger’s King David 

Stravinsky’s Symphony of Psalms 
Britten’s Cantata Misericordium 
Poulenc’s Gloria 

Vaughan Williams’ Dona Nobis Pacem 


H&H encourages the creation of new music in a tradition 
which dates back to Beethoven, who was commissioned to 
write a work for the Society in 1823. The most recent 
commission went to composer Daniel Pinkham, whose Garden 
Party was given its world premiére in March, 1977. 





“A total of 5,262 fortunate people filled Symphony 


Hall on two nights this weekend for the Handel & 


The Society recorded Messiah in 1977 under the auspices of the Haydn Society's annual Messiah. What they heard 
Advent Corporation, utilizing performing forces approximating was a superlative performance.” 
those of Handel’s day to produce the most definitive version Richard Dyer (The Boston Globe) 





yet recorded. This recording is also marketed on the Sine 
Qua Non label. 


H&H has established a National Public Radio broadcast coast- 
to-coast which reaches audiences of four million listeners. 


Maintaining a circulating library of musical scores, H&H has 
enabled groups throughout the country to perform works 
which their limited budgets would not otherwise allow. 


Where and what music does H&H perform? 


The backbone of the Handel & Haydn season is its Symphony 
Hall subscription series. Featured in these performances, in 
addition to the great choral works and oratorios, have been 
chamber music, dance, opera, multi-media productions, and 
even puppets, increasing the employment of directors, techni- 
cians, designers, and talented performers from all areas of 

the arts. 


As part of a bold new program for the future, the Society 
further expanded its performances by undertaking a series of 
community outreach programs in 1979, extending its musical 
mastery to audiences more eager than ever. 


The 1980's will witness an expanded and diversified 
program in the following areas: 


a professional Chorus 


a professional Chamber Orchestra, designed to fill 
a void in Boston’s cultural scene and ensuring 
the continuity of personnel 


a Theatre Wing for unique musical 
theatre productions 


“The Handel & Haydn Society radiated energy 
Friday night, an energy born both of the music and 
of the performance.” 


Christine Terp (The Christian Science Monitor) 
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Announcement of the Third Triennial 
Festival in 1874. 





How has Thomas Dunn brought a new look to 
H&H performances? 


In Thomas Dunn, the Society’s Artistic Director, there exists a 
combination of imaginative programming and classical artistry 
unsurpassed in the national musical scene. 


Under his direction, the Handel & Haydn Society Chorus, a 
finely-tuned corps of singers, has gained a reputation as a 
virtuoso group of professionals. 


Exacting the highest standards of achievement from his 
musicians, Dunn affirms, “We must leave a work better for our 
performance. Better understood. Better loved.” Stressing the 
integrity of performance with respect to the composer's 
intentions, Dunn’s musical scholarship becomes innovation, 
bringing audiences closer than ever to the genius of the world’s 
great composers. 


It is due largely to Maestro Dunn’s talents that the Handel & 
Haydn Society today is an unqualified artistic success, claiming 
its rank as America’s pre-eminent musical organization. 


“The performance was consistently on that high 
plane of excellence Dunn has displayed since 
becoming music director of the Handel & Haydn 
Society.” 


Peter M. Knapp (The Patriot Ledger) 





H&H 
Become a member 


“... and especially anyone who heard the Handel & 
Haydn Society's performance of it [Haydn's 
Creation] last Friday night, recognizes it for the 
sublime piece of music it is... The chorus sounded 
splendid, offering both enthusiasm and limpid tone, 
and delighting the listener...” 


Ellen Pfeifer (The Boston Herald American) 
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What you will receive. 









advance notice of programs and special consider. 
filling single ticket and subscription orders 


invitations to special events and post-concert gat 
a complimentary copy of our Notebook on Ha’ 


listing in concert programs 


How you can help. 
As an individual you can assist us in two ways: 
1. By a generous, tax-exempt gift. 
2. By getting together a small group of frie1 
their help as well. The H&H Society 


have one of its top officers speak informa 
any such meetings. 
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The world famous 


~«@ YAMAHA 


Pianos and Organs 


Williams’ Piano Shop, Inc. 


123 Harvard Street, Brookline 
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